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Abstract. The Digital Songlines (DSL) game engine is used as a vehicle for 
Indigenous Australian storytelling. Their storytelling is inextricably linked to 
the ‘country’ from which it emerges. The game engine provides a simulation of 
that country for embedding of the stories to be told. Much of the ‘country’ 
referred to is sacred. However, the fundamental underlying principles of three-
dimensional reproduction of space in a 3D computer game (3DCG) defines all 
spaces as mathematically equal – there is no place for notions of sacred spaces. 
This presents a dilemma for those cultures that do not subscribe to the scientific 
notions of ontological certainty underpinning such mathematically modelled 
space. In the case of the DSL game engine, notions of the sacredness of the 
country modelled has been made explicit in order to highlight its importance for 
its physical-world corollary. Hence, this paper discusses notions of sacredness 
and its place in the simulational spaces of the DSL’s 3DCG engine. It presents a 
series of dilemmas for the inclusion of sacred places in simulational spaces. It 
does not attempt to resolve these dilemmas, but rather to bring them into sharp 
relief with examples drawn from the DSL project experience. In so doing, it 
presents a new way of thinking through the significance of this issue for 
Western and non-Western use of the 3DCG in cultural heritage applications. 
Keywords: Sacred Places, Sacredness, Uluru, Digital Songlines, 3D games, 
Cultural Heritage. 
1   Introduction 
3D Computer Game (3DCG) spatial simulation is unlike other forms of spatial 
simulation that are based on normative conventions of narrativised text – films, 
storybooks, theatre, and so on. 3DCG simulation introduces an interactivity with the 
spatial narrative not possible in other genres [2, 13]. Spatial narratives – the 
interaction with, navigation of, and cognitive inhabitation in space – mean different 
things to different cultures. Space itself as a concept has been redefined in many 
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different ways over time and by different cultures. For Western culture, space was 
once finite and divided between heaven and earth. Many spaces were considered 
sacred. Sacred spaces are those spaces that defy the logic of scientific definition, of 
quantifiable space, such as, the space of religious worship (churches, synagogues, 
temples, and so on); the space demarcated as a place of socio-cultural importance 
related to historical events; the homes of celebrities, and so on. Sacred spaces are 
controlled spaces. Access to and representation of these spaces and what they contain 
and what can be seen from them is often subject to rules and regulations. Different 
cultures may define their own sacred spaces in different ways but similarly feel the 
need to control how that space can be accessed and how it is represented. While 
physical sacred spaces can be controlled by physical means, the modelling of space 
by 3DCG that may include sacred spaces has introduced a new method for 
experimenting with notions of the sacredness of such spaces – from forensic 
reconstructions, the virtual entering of ancient tombs, to re-enactments of historical 
events. Experimentation with the notion of sacred space predates the 3DCG. Notions 
of the sacredness of space were profoundly altered for the West during the European 
Renaissance. In the Renaissance, previously conceived notions of the duality of body 
and soul, and their place in space, were dismantled by the emergence of Nicholas of 
Cusa’s ‘universal ideal’  among other methodologically scientific shifts in thinking. 
Following this, all space was knowable, testable, mathematically quantifiable, and by 
implication, reproducible [7]. The 3DCG is the latest manifestation of the apparent 
reproducibility of space. Although the 3DCG is utilised in many different ways other 
than reconstructing sacred spaces, sacred spaces, as part of a pre-Renaissance culture, 
are constantly eroded by technological innovation thus raising questions about the 
basis of their sacredness. As such, it is a topic worthy of investigation. 
This paper discusses the place of sacredness in a 3D computer game engine. More 
specifically, the appropriation of a 3DCG as a storytelling vehicle for the telling of 
Indigenous Australian stories which, by their very nature, include spaces that are 
sacred. As such, they provide for the experimentation of notions of the sacredness of 
these spaces in a simulated environment. In turn, this presents a dilemma, as the 
opportunity for experimentation with these spaces in the context of a 3DCG is only 
possible as a product of the Western technological dismantling of notions of the 
sacredness of space. While this paper attempts to tease out the issues raised in these 
dilemmas, only a few can ever be addressed in full. 
2   Simulational Spaces 
3D computer game (3DCG) space provides a more active kind of participation with a 
virtual environment than the seemingly more controllable, passive participation with 
other media forms such as films, photography, theatre, storybook, and so on. 3DCGs 
are simulational spaces. They are different from these other conventional media 
forms, which are based on the reception and perception of existing narrativised texts; 
they are simulational spaces designed for interactivity [2, 13]. As such, users or, more 
precisely, ‘inter-actors’ can play out interactive narratives with simulated spaces with 
apparent impunity. Unlike in a film, photograph, theatre, storybook or other more 
conventionally received narrative, the game space allows new narratives to evolve 
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through interaction with the space rather than the given narratives per se. For 
example, the interactor can experiment with a sacred space that might normally be 
censored from traditional media. That they are able to do this is a product of its 
underpinning technological ideology and faithful reconstruction of a universalised 
space, which includes sacred places as part of notions of holistic integrity which sees 
all spaces as equal in the modelling process. 
Modelled space invites experimentation. As such, 3DCG simulational spaces are 
also spaces of the future [3]. They are about what can be done? with the spaces; 
experimental spaces; spaces for speculating on what ifs? In the Western sense of 
reducing reality to knowns, the spaces are simulations of the real. Within the scientific 
reductivist paradigm, experimentation does not raise questions of the sacredness of 
spaces. For, Western representations are abstractions of the real – metaphorically: this 
as that. However, for many cultures, abstraction and reality, subject and object, are 
often merged. Not all cultures subscribe to the Western scientific paradigm. Hence, 
representation may not be abstract. It may be more like re-presentation of the real. In 
this sense, the simulated spaces can be as sacred as their physical-world corollaries. 
This raises questions about how such spaces can retain their sacredness when re-
presented in a 3DCG simulational space. 
3   Transgressions of Sacredness in Simulational Space 
Along with 3DCGs, Second Life [http://secondlife.com] is a simulational space 
experiment. As a massive multiuser platform with millions of users, and ostensibly a 
simulated ‘other-world’ social experiment, there are many opportunities to test 
notions of sacredness in Second Life. As in other media, opportunities arise to 
transgress normally respected notions of sacredness. A recent example of this is 
Tesltra’s (the Australian national telecommunications company) use of a model of 
Uluru (a profoundly sacred rock, protected by its Indigenous custodians) on their 
Second Life ‘island’ without permission from the traditional owners [4]. Strict rules 
governing photographing, filming and viewing of rock paintings associated with 
Uluru have been in place since 1987, when control of the rock was handed back to the 
traditional owners. Although in Telstra’s simulation of the rock, barriers were 
provided to prevent avatars walking over sacred sites, visitors can view other sacred 
sites around the rock normally controlled. Moreover, that the ire of the administrators 
of Uluru (on behalf of the traditional Anangu people) was raised by this act suggests 
that notions of sacredness do extend to simulational spaces, and that transgression of 
appropriate respect for how they are re-presented needs to be addressed in 
simulational spaces as it is in other media. 
4   The Digital Songlines Simulational Space 
The simulation of Indigenous Australian sacred spaces in 3D virtual environments is 
not only restricted to those insensitive to its affects. A group of researchers in 
Australia, working closely with rural and urban Indigenous Australians, have been 
developing the 3D game platform as a storytelling vehicle. The Digital Songlines 
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(DSL) digital storytelling project, funded by the Australasian Cooperative Research 
Centre for Interaction Design (ACID), has been developing protocols, methodologies 
and toolkits to facilitate the collection, education and sharing of Australian indigenous 
cultural heritage knowledge since 2004. The project explores the areas of effective 
and culturally sensitive, recording, content management and virtual reality delivery 
capabilities involving indigenous custodians, leaders and communities from around 
Australia. It investigates how players, in a serious gaming sense, can experience 
Indigenous cultural heritage in a high fidelity fashion with culturally appropriate 
interface tools. In the construction of the DSL simulated environments, many sacred 
spaces are re-presented. Where this differs with the Uluru transgression is that these 
sacred spaces are actively identified by their custodians as important parts of a larger 
story needing to be passed on to current and future generations. Yet, in turn, this 
raises questions of how this can be reconciled with the ability to transgress these 
spaces within the simulated environments by the uninitiated, or simply naiveté to its 
significance? The central charter for the construction of these simulational spaces is 
for the dissemination of cultural heritage knowledge. But, what sacrifice is being 
made in the transition to a world view (Western notions of universally accessible 
space) which is predicated on observable experimentation within these simulated 
spaces – some of which are sacred? 
5   Simulational Space as Archive 
In order to address the issue of transgressions of sacredness by the uninitiated, the 
DSL project involves a different kind of conditional engagement or encounter with 
the material contained. The DSL project uses its simulational spaces as active 
knowledge archives. This is different to traditional archiving (documents, 
photographs, video, film, audio, and so on). An archive is something that preserves 
and stores and provides access to things that are past. It’s primary function is for the 
heritage and benefit of the people who come after. What the use of a 3DCG engine by 
the DSL team to create a simulational space provides is a digital platform that is 
dedicated to exploration and experimentation. This allows for active participation in 
the creation of contemporary stories contextually situated in their place of origin and 
access to historically sensitive stories often involving reconstructions of sacred sites. 
However, this sets up a tension between the possibility for futurist experimentation 
and traditional archiving, meaning the re-presentation of the knowledge recorded can 
often be too intrusive. The ability to control access and reproduction available to the 
traditional archive is foregone in favour of experimentation with the ‘spaces’ of the 
archive because the custodians of this knowledge consider it is too important not to be 
included. Of course much material can never be accessed, but many of the sacred sites 
included are simply considered too important to the authenticity of the stories to be 
told to be left out. 
Added to this notion of the importance of the inclusion of sacred knowledge and 
spaces is the notion that archives often become a substitution for the thing they are 
trying to record or represent. The DSL project presents a different version of the same 
problem. The ‘space’ becomes the archive. DSE is a database which is activated by 
the spatialising engine that it uses. It becomes the simulational space for encountering 
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those things it contains in terms of a different temporal orientation. The simulational 
spaces become a substitute in the archival sense for the real, and they also inform the 
real in terms of the possibility for experimenting with what is possible with those 
spaces that it simulates. It means interactors can do things that they could not 
necessarily do in the real. In time, these actions also become a substitute for the real: 
if most peoples’ interaction with the spaces are in the virtual, what happens when they 
visit the physical and expect to have the same access rights as those in the virtual, and 
so on? 
More than this, the past, present, and future are conflated in these worlds. The 
archive becomes the reality. Everything that is simulated, in any kind of archive, is a 
representation of that time. In this sense, anthropological work is always an 
interpretation. Hence, it becomes archival, ‘the fact’ of that period. Yet, each 
subsequent generation interprets this same archive in terms of their own contemporary 
understandings. Charles Mountford [11] is an anthropologist from the mid twentieth 
century who recorded Aboriginality in his time. He talks about his encounters with 
Aboriginal people and builds characters around them. Particular individual Aboriginal 
people are photographed in his books, for which there were few protocols for how this 
should be done at the time. Geoffrey Bardon [1] is another non-indigenous person 
working in close relationship to Aboriginal groups, recording their art and craft in the 
1970s. He did establish some protocols, but these were more about what he was 
hoping to achieve than a consensual set of guides open to negotiation with the people 
he was trying to protect. The sheer number of books Bardon [1] produced, of 
beautifully illustrated works, represents an archive in itself. Some of the works 
recorded are the most important Aboriginal artworks in Australia because of Bardon’s 
[1] meticulous recordings and the iconography captured in them. Many of these icons 
are not seen in today’s paintings because they are considered too sacred (the early 
paintings Bardon [1] recorded were produced in an atmosphere of naivety about who 
would have access to them). Mountford and Bardon’s recordings are only two 
examples of the many anthropological works that demonstrate the evolving need to 
establish protocols for dealing with notions of sacredness and in what forms it can or 
cannot be re-presented. 
As an archiving project, DSL is faced with the same challenge of respecting the 
material it records. Where DSL differs from previous archival projects is both its 
emphasis on contemporary culture contextualised within its historical background and 
that each project is instigated by a member of the culture it purports to re-present. 
DSL has established a set of protocols that are open to negotiation with the 
Indigenous peoples engaged [see 6]. Yet, many compromises are confronted in its 
attempt to marry contemporary Aboriginal culture with traditional. The need to 
overcome these is paramount as the elders claim they are very worried that once they 
are gone their culture will go with them if it is not recorded. The younger generation 
they are trying to reach are more interested in playing computer games and engaging 
in mainstream culture to learn about their own heritage. Hence, in using the computer 
game as a platform, the elders are hoping to reach that generation using the same 
voice.  
But, Indigenous Australian culture is very complex. It is not so easily reduced to 
the determinist confines of the 3DCG. Yet the very notion of simulation is to simplify 
the complex; to model phenomena in a manner that makes it more easily understood 
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[2]. As such, by its very nature, simulation is selective from the beginning, because 
there is only so much that it can support. In a similar manner, only so much can be 
retrieved from a regular search of archives, in terms of documentation, and the 
documents themselves are very selective. In the least, because they are interpretations 
of events and already large deductions of what could potentially be recorded or 
shown. The most expensive flight simulator in the world cannot perfectly model every 
facet of flight, but they can do it to a level of functional affectivity which is good 
enough for pilot training. Hence, the DSL project can only ever be a compromise. 
Whether it achieves its goals of preserving the important aspects of the cultural 
heritage it seeks to capture is open to interpretation. What makes the DSL project 
unique is its idiosyncratic use of the 3DCG format and game-play. Combined, these 
express the needs of its creators rather than the 3DCG per se. This alone assists in 
presenting the DSLs game engine as an authentic and meaningful platform for 
communicating Indigenous storytelling, and is recognised as such by the various 
Indigenous communities engaged in its production, despite the ongoing conundrum of 
the inclusion of sacred sites and what this means to notions of sacredness in an open 
simulational space that invites experimentation. 
6   Idiosyncratic Simulational Space 
Development of the DSL game engine is not alone in its use of idiosyncratic game 
formatting. The recent emergence of idiosyncratic games outlined by Stiegler [14] 
represent a counter challenge to the spread of simulational culture in general. They 
actively question what can be done with goals other than the mainstream commercial 
application, instrument training, or entertainment. The DSL project is an example of 
idiosyncratic use of a game engine to archive and reinvigorate cultural knowledge and 
practices. 
DSL’s use of the 3DCG engine as an archive is different from gaming in general 
because it engages the user in certain functions that are not related to game play but 
more like search functions. Yet the fact that it uses simulation of space, and that the 
whole game engine genre is built around this, also shows how space simulation is 
such a dominant model in our society [9, 12]. The navigation of space as traversed in 
the attainment of certain goals is, historically, a military position. In a military 
context, space becomes a trajectory, a series of trajectories to be overcome or 
navigated. 
Hence, the challenge for DSL is to not trivialise certain parts of the culture that 
seem appealing and can be mapped onto contemporary non-Aboriginal culture simply 
because game engines are particularly good at specific types of game-play pursuits. 
The challenge for the DSL game engine is how to create authentic spaces and the 
game or role play in it. Should there be quests, and what can be learnt from those 
quests?, is of primary importance in terms of an educational outcome. 
It is its localized (spatiotemporal) subjective interpretation, innovation, and 
adaptation or ‘idiosyncraticity’ that announces its peculiarly Australian Indigenous 
format and differentiates it from the more mainstream, historically militaristic games.  
 
30 T.G. Wyeld, P. Crogan, and B. Leavy 
The legacy this represents comes from a merging of the need of the Indigenous 
peoples involved and what the game platform can provide. Yet, in terms of the 
standard game behaviours that it implicitly involves or encourages or assumes still 
come from the history of computer culture in general: militarily techno-scientific 
developments around the 1940s onwards . 
The DSL project avoids much of the militaristic legacy of the 3DCG because the 
fundaments of the DSL database is highly contextualised landscapes rather than 
quests alone. These landscapes are described in affectionate terms by their Indigenous 
custodians as an entity: ‘country’. Everything is built on this notion of ‘country’ as an 
entity. ‘Country’ manifests the ancestral beings in terms of the dreaming and they are 
uttered into existence through the telling of stories embedded in their simulated 
‘country’. The naming of the landscape features in ‘country’ brings them into 
existence and maintains their existence, but it also allows for change over time. It is 
not a linear excursion, it is disjunct in that one can wander around and find things 
which are both contextualised but approachable in many different ways. 
For example, in the DSL’s Vincent Serico World , one can stumble across one of 
his paintings relating to that part of ‘country’ one finds themselves in. The interactor 
can then right click and a screen pops up with his painting taking up most of the 
available interface (see figure 1). Sweeping the mouse cursor over the painting, the 
interactor notices hotspots. Clicking on one of these launches another popup with 
Vincent talking about that part of his painting and the stories behind it. There are 
also a series of small TV icons along the bottom of the frame that provide a linear 
sequence of voiceovers to follow. In a sense, the non-linear option most closely 
follows the nature of Indigenous storytelling; a story does not start at the beginning 
and end at the end, it can be entered at any point, and it can be changed and so on. In 
this manner, Serico’s simulated world reflects some of those qualities. The TV icons 
are the Western abstracted symbolism announcing the audiovisual popups (which 
rely on one knowing what the symbol for a TV looks like), whereas the hotspots 
(although reliant on an abstract change in the type of cursor and pre-knowledge on 
what this change means) are more closely related to parts of the painting and the 
haptic method of story telling with paintings most familiar to Indigenous storytelling 
customs [see 1]. 
The addition of hotspots as an aside surprise found in Vincent Serico’s World is 
also an emergent strategy of mainstream game construction for maintaining interest in 
a game. In a contemporary mainstream first person shooter game these aside 
interactivities are used so the player can discover secrets which are usually 
superfluous to game play, if the main objective of the level is to kill all the monsters 
and go to the next level. While this may be the main goal, the additional asides make 
the game space more interesting. However, the main trajectory design of the space is 
still about moving through it and eliminating the targets to get to the next level. In the 
DSL simulated world, on the other hand, in the absence of this main role-play 
trajectory, it is, instead, discovery of the asides that becomes the main goal. It is this 
tension between moving in and out of the mainstream trajectory to an activity 
function inside the space, that has moved it from being peripheral to central, that 
captures the interactors’ imagination. 
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Fig. 1. Vincent Serico painting embedded in 3D game interface and ‘country’, near Carnarvon 
Gorge, South-West Queensland, Australia. ( Troopers, Vincent Serico 2003, acrylic on canvas 
60x103cm). 
7   Permission to Visit Sacred Sites in a 3DCG 
Vincent Serico’s World contains sacred spaces (rock art, monolithic rock totem 
formations, waterholes and so on). Ordinarily, visitors are discouraged from touching, 
seeing, or interacting with their physical corollary. For example, one should not touch 
or deface the rock art or approach it without paying particular attention to seasons and 
so on. Similarly, one should not clamber to the top of a monolithic rock just because a 
view is available from there. And, one should not swim in a waterhole without the 
appropriate permission from the local tribal elders. All of these are possible in the 
Vincent Serico World. Hence, the simulational space is both referent to the real, a re-
presentation of the real, and subject to the same notions of sacredness, but at the same 
time, immune to these strictures because there is an implied and explicit permission 
from the outset. In the DSL game levels, interactors are accepted as honorary 
members of the local clan who’s ‘country’ is being visited. This is bestowed upon 
each game level by the clan elders of the re-presented country. 
Nevertheless, where simulation in serious gaming and training is normally 
approached with a hypothetical future orientation – what can we do with this 
simulation? – and often little thought is given to what relationship the simulation has  
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to the real, with the DSL game engine, it is both prospective and also archival. Hence, 
despite the clan elders’ permission to explore their country, there still exists a tension 
between the simulational temporal engagements about what can be done with it and 
the sorts of historical preservation, hopes, and ambitions are expected of it in an 
archival manner by the elders who instigate it. 
Thus, it remains both a challenge and an absolutely important thing to be doing. 
The use of a 3DCG engine provides the platform to support the essential character of 
Indigenous cultural practice – the emphasis on ‘country’ as all-sustaining, spiritually 
and physically. Yet, the restrictions of the 3DCG engine, when compared to the rich 
physical-world narratives possible, are symptomatic of the reductivist approach 
exemplified in the modelling paradigm and manifest by gaming culture in general. 
The rise of the visual over haptic that identifies Western culture [8] stems from the 
same renaissance concept of placing oneself outside the space and experimenting 
objectively on it. This reduction of the whole to things in isolation is anathema to 
Indigenous cultural practices hence presents yet another dilemma.  
On the other hand, what the DSL project heralds is also a departure from this 
monism. The unfolding narratives embedded in their ‘country’ of origin sees the 
landscape as not a backdrop but as an active, central, participant in the storytelling. In 
this sense, the DSL project challenges the gaming norm through its idiosyncraticity. 
Its subscription to the current global paradigm, what Derrida [5] calls 
“globalatinisation”, both supports and makes it possible to be counter to this visual 
monism [8]. Hence, the DSL project is not a departure from the gaming genre norm 
but rather a paradigm shift within the existing system. As such, it also offers a new 
way forward for idiosyncratic gaming. Here is a simulational space that reserves 
sacredness by providing access rights from the outset. One enters with an 
understanding that there are certain behaviours to be observed when engaging with 
the sacred spaces contained. In turn, a new respect and understanding about another 
culture’s notions of sacredness are honoured. 
According to those involved in the project the younger generation are losing their 
heritage to this global paradigm. They see the way to make them engage in their own 
culture again is within rather than outside this paradigm. By including sacred space in 
their reconstructed ‘country’ they are better able to engage the respect sought from the 
younger generation targeted. The global paradigm, that both provides the mechanism 
for their engagement and the impetus to challenge it, is not reinforced by the 
technology, rather it is co-constituted by mainstream media technology in general (in 
McLuhan’s [10] sense). This is because media is increasingly the primary means by 
which the world is encountered. Hence, to the extent that the West’s media 
technology dominates perception experience today, it is also important for any kind of 
project, not only projects dealing with Indigenous issues, but all kinds of artistic and 
other culturally important projects, to engage the mainstream technology to have their 
messages heard. The DSL project has done this by idiosyncratically altering the 
accepted norms, to temporalise their message in ways that highlight and counter what 
makes them different to the mainstream and promotes a basic characterisation of the 
Indigenous culture – the embedding of storytelling in its country of origin – and make 
this appealing to Indigenous and non-indigenous potential interactors alike. 
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8   Conclusion 
This paper arose from a discussion between two of the authors following a public 
lecture demonstrating the DSL project and Vincent Serico’s World (one of the many 
commissioned 3DCGs). In particular, the notion of sacredness in a simulational space 
was broached because of comments from the lecture about the apparent 
inappropriateness of climbing atop a large rock in Vincent Serico’s World. This led to 
mention of the recent case regarding Telstra’s insensitive use of Uluru as an icon to 
promote itself in Second Life. What differentiates the two examples was that Telstra did 
not have the appropriate permissions to use the sacred Uluru, whereas the DSL project 
has explicit permission to include sacred spaces in its 3D reconstructions of specific 
‘country’. Nevertheless, both rely on the exactitudinal nature of a mathematically 
constructed simulational space. However, such spaces fall outside the normally 
controllable strictures of what could be considered sacred. This announced our first 
dilemma: the mathematical reproduction of three-dimensional space being founded on 
universalising notions that do not value one type of space over another, hence there is 
supposedly no place for notions of sacredness in this model. Moreover, their open, 
holistic, and definable nature, encouraging experimentation, is anathema to notions of 
sacredness. This led to the second dilemma: not all cultures subscribe to the notion of a 
universal spatial construct. Indeed, Indigenous Australian culture, the culture at the 
centre of the DSL project, conflates subject and object such that representation becomes 
re-presentation, and thus the representation of sacred spaces in a 3DCG demands the 
same protection as its physical-world corollary. In turn, this led to our two further 
dilemmas, the tension between futurist experimentation inherent in the simulational 
spaces of the DSL project, and its aspirations as a spatial archive of sorts, and the need 
to use this technology to attain the ‘voice’ necessary to communicate an important 
message to a generation already familiar with gaming culture. 
The last of these dilemmas unpacks into a conundrum: the DSL project is 
specifically tailored to use the features of the game engine to support the disjunct, 
non-linear, performative, character of Indigenous storytelling, yet it is also in direct 
competition with the global universalising paradigm that underpins the very same 
3DCG technology that threatens to erode their culture. Despite and because of this, 
the Indigenous elders, along with the DSL project leaders, have made a paradigmatic 
shift within the system rather than reject it outright. This is manifest by the 
idiosyncratic approach to the construction of the DSL simulational spaces which at 
once talk to the generation targeted and communicate in a sensitive manner the 
sacredness of the messages contained. From this, a new genre of ‘game as archive’ 
has emerged – one which supports spatial narratives but makes no assumptions about 
the dismantling of its own sacredness due to the technology employed. We of the 
gaming fraternity could learn much from this approach about new ways to 
communicate the sacredness of some non-Indigenous sites! 
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